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shared meanings encoded in these expressive forms are made sense of and connected by the social practice of discourse. Through this, dominant conventions, meanings, ideologies, and power relations can be accepted, negotiated, or opposed. Who represents whom, what, where, and how determines the representations available for us. But precisely how we interpret them (especially in terms of what they mean to our personal identities, emotions, and attachments) depends upon the realities being represented and upon our own histories, our social positions, and the ways in which we understand the world.
Social scientists have paid close attention to such signifying practices, moving away from a traditional scholarly concern with 'high' culture to a growing concern with contemporary popular culture. Scholars from a variety of disciplines have, for example, taken a critical interest in museums, in their objects, texts, and images displayed and juxtaposed in space, which signify meanings about the past and present. In particular, attention has been focussed on the 'poetics' (practices) and 'politics' (effects and consequences) of representing 'other' cultures in museums, and on the identities and power relations established through such systems of representation between the exhibitors and the exhibited (e.g. Hallam and Street 2000; Karp and Lavine 1991; Simpson 1996) .
Archaeologists and art historians have also evaluated the representations developed in and around archaeology. As in the wider field of cultural studies, attention has broadened out: from a long-standing interest in the history of archaeological discoveries and in the changing conventions used in the depiction and display of ancient monuments and archaeological artefacts (e.g. Daniel 1950; Piggott 1978) ; to an increasingly critical concern with the history of archaeological practice, thought, text, and terminology (e.g. Gathercole and Lowenthal eds. 1990; Shanks and Tilley 1987; Trigger 1989) ; to museum displays and archaeological site presentations (e.g. McManus 1996; Merriman 1999) ; to antiquarian and more recent archaeological images (e.g. Lyons et al. 2005; Molyneaux 1997; Moser 1998; Myrone and Peltz 1999; Shanks 1997; Smiles 1994; Smiles and Moser 2005) ; to archaeology's image in contemporary society, seen across a variety of media (e.g. Clack and Brittain 2007).
The 'ways of seeing' or visual conventions of archaeology have received particular attention.
Following the lead of art historians (e.g. Berger 1972 ), a key critique has been that visual representations used to record and reconstruct archaeological remains are never innocent providers of information (Moser and Smiles 2005) . Instead, they must be evaluated as artificial technologies and as representational strategies used to shape meanings and construct knowledge in particular cultural contexts. For example, Andy Jones (2001) argues that the learnt conventions of archaeological artefact illustration, which translate the form of artefacts from three dimensions into two and standardize them, must be understood in relation to the broader historical development of scientific illustration. James Phillips (2005) demonstrates how the reconstructed scenes of everyday life at the Iron Age Glastonbury Lake Village, published in 1911 in The Illustrated London News, promoted an image of a well-ordered civilized society at a time of social tensions in Edwardian Britain, in contrast to earlier images of savage ancient Britons. Sudeshna Guha points out that, in many nineteenth and early twentieth century photographs of the Archaeological Survey of India, local Indians were strategically placed as scales against ruined buildings being restored by the Imperial Survey, and that such images became a powerful colonial signifier of a civilization in decay being restored by the British (Guha 2002) . Cornelius Holtorf (2007) also considers how archaeologists, in choosing what to wear, have made conventional fashion statements about who they are as archaeologists: ranging from scruffy diggers to professionals with healthand-safety conscious hard-hats and luminescent tabards or managerial suits. This emphasis on the visual has led some archaeologists to equate representation in archaeology with 'ways of seeing the past' (Evans 2000: 347) or 'the production of meaning through a visual language of communicating the past' (Moser 2001: 266) . But systems of representation often incorporate a wide variety of multi-sensory signifying practices and media. These include forms of speech, sound, performance, writing, visual images, material culture (such as clothing), body language and facial expressions, tastes, and aromas. In other words, people make sense of the world and communicate information about it with the help of representations that often appeal to more than just one of the senses.
The effectiveness of museum communication, in particular, has been much improved in recent years by scholars and practitioners who have learnt this lesson (e.g. Classen and Howes 2006; Hooper-Greenhill 1994; Howes and Classen 1991; Pye 2007; Shanks and Tilley 1987) . They have criticized traditional museum 'displays' for their primarily visual aesthetic and their ambience of sensory restraint, summed up by the well known regulation to 'look but not touch'. They have also encouraged the development of close, active, and more subjective visitor experiences that appeal to all the senses and encourage learning through doing.
'Hands-on' activities in archaeology exhibitions, for example, involve visitors touching either genuine archaeological objects or replicas, with the intention of encouraging those visitors to use all their senses to analyze those objects and associated ideas (Owen 1999) , albeit within the increasingly severe constraints of health and safety regulations. This has significant implications for studies of the history of archaeological representation, which can likewise be criticized for taking the senses for granted and privileging the visual.
One partial exception is a paper by Ola Jensen (2000) , which proposes that changing attitudes towards prehistoric antiquities in Northern Europe at the turn of the eighteenth and nineteenth centuries were primarily due to changing attitudes towards the human body at that time. But, histories of Maltese archaeology, upon which this chapter concentrates, are, with the exception of a paper by Reuben Grima (1998) , much less theorized and more visualist (e.g. Governors. In this context, the Maltese Islands' best-known 'rude stone monuments' came to be experienced and perceived in a more full-bodied manner by a greater number and variety of people. A key part was played by senior members of the British military stationed in the Islands, and their distinguished European visitors whom they played host to. Together, they belonged to a close-knit and communicative network, based upon military rank, social class, classical education, and male gender. Some directed the excavation, surveying, and publication of the ancient sites' architecture and art, using techniques and resources already employed in the military defence and control of the Islands. Others enjoyed walking through, inspecting, discussing, and appreciating the form and construction of the freshly exposed buildings, making new small-scale discoveries in them, resting in their shade, speculating on their original barbarous uses, and engraving their initials and dates on the stones for others to see. But mostly they avoided getting their hands dirty. Their work was mainly done by secretaries, artists, serviceman, slaves, convicts, and local labourers, all of whom were put to work on the ruins. These men physically dug, surveyed, and sketched the remains. They also recorded their masters' views, which focussed increasingly on the ancient architecture and art, and consequently detached the ruins from their contemporary landscape settings. In opportune circumstances, these experiences were then converted into primarily visual, written, and illustrated reports. These were published and re-printed, either as scientific papers submitted to antiquarian and archaeological institutions in the capital cities of London and Paris, or as components of travel diaries or geography books marketed to more widely dispersed members of polite society. Local landowners and peasants were largely excluded from this process, marginalized by language, custom, and, above all, by colonial politics.
However, they consciously observed or ignored the outsiders' visits to the known and named Professor Napoleon Tagliaferro (1857 Tagliaferro ( -1939 , a mathematician at the University of Malta, also undertook 'scientific research' on the 'ossiferous caves and fissures' of the Maltese Islands (Tagliaferro 1915) : work that evidently stimulated more than his sense of sight.
During the excavation of prehistoric burials ar Bur-Mgħez, for example, Tagliaferro's keen but scientifically-informed sense of smell was put to the test by the stones that surrounded the human remains:
It was only natural that these porous pebbles should absorb the liquids and gases arising out of the decomposition of the bodies with which they were in contact. What is, however, remarkable is the variety of the odours which these stones give out when erased or broken after so many thousand years. Besides the bad smells of putrefaction or of decaying matter, others of a quite different nature were easily distinguishable, as those of fresh flesh, fresh vegetables, and particularly of violets. More specifically, sound has become a key element of goddess healing experiences at Maltese prehistioric monuments. For example, the California-based singer/songwriter, Jennifer Berezan, who regards music as a source of spiritual renewal, has drawn attention to the acoustic properties of the Hypogeum. To Berezan (2000) , 'It was obvious that the people who built it had an incredible understanding of acoustics and of the value and power of sound for healing'. She therefore recorded the title track to her album entitled 'ReTurning' in the 'Oracle Chamber'. This is a chant, which blends various cultural traditions to create an enchanting, peaceful and meditative listening experience. In it, Berezan repeatedly sings, 'returning, returning, returning to the mother of us all', with direct reference to her belief in the Mother Goddess.
Conclusion
In this chapter, I have tried to illustrate, through the example of the history of Maltese prehistoric archaeology, how systems of archaeological representation, although often prevailed over by the visual, do-and should-also incorporate a variety of other sensory signifying practices, media, and experiences. What emerges is that, over the last three-and-ahalf centuries, the material remains of prehistoric Malta have been represented in the context of a variety of sensual orders associated with a diversity of sometimes conflicting interest groups. For Maltese farmers, the ancient sites and monuments have always been an integral part of their agrarian landscape, which they value as theirs to physically inhabit, work, and modify as they deem fit. But, particularly since the mid-seventeenth century, the Islands' ruins and their buried remains have been appropriated by outsiders, ranging from urbandwelling administrators to foreign tourists, who have incorporated them within their own poetic and political orders. Above all, it has been their visual culture that has dominated modern representations and experiences of these places and their artefacts, as pleasurable, instructive, and nostalgic sights to be consumed, primarily through the eyes. The other senses have never been entirely excluded in this process, but they have been restrained. As a consequence, demands have grown in recent years for greater full-bodied access to these now finite and fragile remains, to the extent that the significance of all the senses in past and present experiences and understandings of prehistoric Malta has begun to be acknowledged.
For the future, this development has the potential to help archaeologists and heritage managers represent the lives of past people in a fresh and stimulating manner for diverse audiences, through practices, media, and experiences enriched by synaesthetic combinations of sight, sound, smell and taste, touch, spatiality, and the emotions.
